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Abstract
My thesis draws inspiration from three distinct sources – the functional aspect of an
object providing sensual experience, the sculptural quality produced by a personal
aesthetic and technical consideration from the maker’s perspective. My creative process
involves finding a balance between these three considerations. The choice of wood as the
primary material plays a decisive role in providing the sensual experience and visual
effect for the work.
Smooth wooden surfaces provide sensory enjoyment and warmth, especially on types of
furniture that involve intimate body contact such as a chair, bench, or even stair railing.
This kind of distinctly human interaction naturally leads me to associate wood with
human skin. Additionally, the forms that I create with wood relate to my interest in the
beauty of the human body and the significance of human musculature.
The study based on these qualities became abstracted organic forms resulting from the
consideration of a construction strategy and possible uses of the form. In the process of
creating these organic forms using wood as the building material, I encountered various
technical challenges. The problem solving process began with researching existing
construction methods while considering the best way to achieve both rigidity and
practicality. Consideration also had to be given to the most efficient use of the material.
During the making process, as I interacted with each piece, constant intuitive decisionmaking and improvisation provided unexpected discoveries that were based on my
personality and personal experience. Through this process, the unexposed yet undeniable
parts of myself were revealed.
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Discussion of Source and Research
I seek smooth surfaces that mimic the line quality found in the female form, smooth
texture, and paleness of light skin with blood vessels beneath. Intriguing motions and
gestures derived from different animals that characterize each species are also a constant
source of inspiration for my work. The surface quality suggesting a sophisticated and
complicated biological system of life beneath each layer of skin in the human body is the
most specific feature that I utilize (Fig.1 Simblet 133-175). This quality can also be seen
in manmade creations that display equivalent intricate mechanisms beneath a smooth
outer layer (elegant cars, motorcycles, humanoid robots, imaginary space ships, etc.). The
origin of my artwork is based on my instinctual attraction towards these sources. Similar
qualities can be found from many artists’ works. For example, Henry Moore (Fig.2
Lichtenstern 123-124) and Louis Bourgeois (Fig.3 Smith 46).

Fig.1 Anatomy for the Artist 2001

Fig.2 Reclining Figure – Henry Moore 1951
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Fig.3 Nature Study – Louise Bourgeois 1984~2002

Wood is a difficult material to manipulate freely into organic form because of its
distinctive qualities. Usually lumber comes in a rectangular shape when beginning work.
This means one starts with a geometric form with flat surfaces and straight lines, then
converts it to an organic form with smooth surfaces and curved lines. This takes a lot of
time and effort. It is impossible to achieve appropriately functioning furniture without
considering distinctive issues in woodworking such as grain direction, expansion and
contraction, restriction towards forming, and the subtractive process.
Studio furniture artist Wendell Castle’s work achieves smooth organic surfaces with little
limitations. He mainly uses a technique known as stack-lamination (Gordon 67-79) in
order to freely create various shapes and forms. Castle stack-glues multiple layers of
wood previously cut into outlines of individual cross-sections. This technique enables
him to create fluid forms without major structural problems. The disadvantage of this
technique is the exposure of multiple parallel seams that can be a distraction from the
overall form (Fig.4 Gordon 76-77). Additionally, the form becomes very heavy, and
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because the amount of material in this process loss is large, it consumes large amounts of
wood.

Fig.4 Blanket Chest – Wendell Castle 1963

According to recent research (O Connor 1), touch plays a significant role in human life. It
serves as an irreplaceable way of creating intimacy and has an ability to bring emotional
wellbeing and physical health. Physical interaction creates bonding among people. It
reduces anxiety, provides emotional comfort, and brings about feelings of optimism. It
even lowers blood pressure, slows and stabilizes the heartbeat and helps speed up the
recovery from illness and surgery. Touch provides us with the sensory input that we
crave. Sensual information we receive allows us to have physical or mental reactions to
the objects we touch. Petting an animal, feeling the texture of grass, and running fingers
through sand are examples of positive ways that touch can affect your emotional
wellbeing.
Those who lack intimacy can feel negative implications. People who do not have physical
affection may experience loneliness, negative thoughts and bodily unhealthiness. In some
cases, infants who are not touched may possibly suffer from neurological damage and can
even die from it. Unwanted, forceful touch can cause emotional trauma or disorders like
haphephobia. People react to touch differently; some may be comforted by touch while
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others may experience discomfort. Whether it is positive or negative, touch plays an
important role in human emotion (Ph.D. Moore 1-2).
Using this research, I intended to connect human activities related to the act of touching
with various types of furniture and functional objects. These scenarios have appeared in
the histories of many different cultures. Traditional Korean furniture (Park 74-81) is
typically lower to the floor to accommodate for the living space that had low ceilings. It
was not uncommon in Korean and many other Asian cultures to use the floor as a surface
for seating, so various types of furnishing elements like armrests and pillows were
developed (Fig.5). These pieces of furniture focused on more specific bodily contact
while seating on the floor. Similar types of furniture appear in African traditional forms
and utilities (Ginzberg 15-53) like neck-rests and headrests (Fig.6). I was inspired by the
distinctive organic features and especially by the parts that the body directly contacts.

Fig.5 Armrest, Korea, 19th century
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Critical Analysis
a) How material and processes relate to the content of the work.
One of the best advantages of wooden furniture is feeling the warmth of its smooth
surface. I have always enjoy this sensual activity and also enjoy watching others having
similar experiences. Sometimes they ride their fingers along the long smooth edge or
even pet it as if it is a live animal. It reminds me of various kinds of intimate interactions,
and inspires me to address it in my work.
This innate quality of wood as a material has a lot in common with human skin. For
example, both are similar in that they are made up of organic materials that live or had
lived; the basic structure consists of directional fibers that expand and contract depending
on moisture content. When I feel smoothly finished wooden surfaces with my hands and
my body, I can quickly relate this with human physical interactions such as embracing a
loved one or shaking another’s hand.
In the earlier stages of design, I worked with drawings of ambiguous forms and source
images. My drawings continued back and forth between literal and abstract, filtered by
my own personal aesthetic. Through this process, the drawings finally reached a point
where I became satisfied with the form. Once I chose a form, the discovery of the
construction began.
During this process, the form of the piece also evolved according to the construction
strategy. The source images were selected according to my personal taste, relating to the
notion of touch or intimate interactions. My visual attraction came from the human
figure, animal gestures, and skin-texture with complex life underneath. I believe my
personal aesthetic in this area has been formed by a collage of images from my
memories: visual memories of intimate interaction with my family and loved ones, a
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momentary glimpse of a naked body or strange animals seen from a distance. Another
source of my work was the ongoing spontaneous reactions to my drawings. My drawing
activity played an essential role for my visual realization. It enabled an intuitive planning
process while thinking and understanding through visual language. Having an “imagemap” of my drawings, source images, and looking back on the thinking process, all
helped prevent blank paper phobia.
In terms of creating an organic form using wood as the main material, stack-lamination
was not an ideal strategy, considering the practicality and the economical aspect of the
process. The main consideration was to resolve these issues with the making process; the
weight of the form, material consumption, volume, scale, rigidity and structural stability.
Problem solving with the construction began with an approach that avoided stacklamination techniques. Non-parallel stack-lamination methodology was considered in
order to eliminate the distraction from multiple parallel seam-lines on the form. However,
this approach still involved encountering an enormous amount of working-time and
material consumption.
In an effort to resolve these difficulties, I started simplifying the form and minimizing
surfaces by removing parts that are less likely to be touched by the user. In addition, to
achieve a continuous curved surface without the form being solid, I attempted to have
multiple boards with miter-glued sections, edge-glued to each other. Then, to keep these
connections structural, I had to offset the seam lines so that weak end-grain-to-end-grain
glue-seams hold together. Through this developed technique, I was able to create implied
volume and asymmetrical form. This enabled the piece to hold body weight by achieving
rigidity from a brick laying effect, and also gained geometric strength by having a
coopered form.
During the assembly process, the piece was dominantly geometric. The visual appearance
of the assembly stage showed various evidence of the construction process. As soon as
the shaping began, all of this evidence was erased and the piece was transformed into an
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organic form. By shaping the top part of the form into a smooth surface and texturing the
bottom part, the separation between the inside surface and outside surface of the form
became clear. The smoothly treated surface on the outside was intended to be touchfriendly and the texture inside was intended to represent the sophistication of the inside of
a living organism.
While researching construction method for my pieces, I realized the importance of the
basic woodworking principles. During the process, I learned how to apply those
principles in many different ways to achieve complex structures more efficiently and
effectively. Naturally, this provided constant inspirations for my work. Repeating this
process allowed me to believe that creating pieces once thought impossible is now
possible and achievable.

b) Concept and themes explored.
The objects we own become representations of ourselves. For example, the
characteristics of functional objects we use and the clothes we wear, all reflect the person
we are. This can reflect a persona that actually does not match the true personality of an
individual, but still is a part of the person. I believe my desire to reveal myself comes
from my constant urge to find my true identity.
The moment I finish making something, I feel that it comes alive. I see each piece as a
creation based on my own identity, getting along among other people as a living being.
As I interact with each piece, I develop an intimacy and attachment towards it and start
treating the piece as a living individual.
The motivation to continue my creative activity is joined with an urge to create
something that is accessible. I wish to reach beyond traditional fine art in its relationship
with the viewer. This is different from works of art that must be viewed at a distance. For
example, if an artwork is presented on a pedestal, it is most likely not intended to be
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touched. For this reason, my work is not intended to be displayed on a pedestal, but rather
to be touched.

Conclusion
a) The “Body of Work”
By working with this experimental building process, the piece, “Pillow” was discovered.
The improvisation of form, in this situation, with the idea of having a concave surface on
a piece in order to create a seating area was the main idea. The piece provided
information that proved the structure was capable of holding human body weight.
The “Armrest” was an improvisation from a form study based on the imagery of multiple
human body parts. The form was complicated and literal because it was a combination of
a thigh, a hip, and a leg standing by itself.
As the exploration of the building method was comprehended, I started integrating more
content in the work based on my personal experiences. “Seating I” started from the idea
of creating a seating unit that simulates a child sitting on their father’s shoulders, like a
piggyback ride. The form of the piece was highly planned out from the beginning with
this specific building method in mind. “Seating II” was an exploration pushing the limit
of scale while using the same construction technique. As the scale of the piece grew
larger, the visual appearance of the piece became more and more intense. Additionally, as
the form became more complex, the boundary between the inside space and outside space
broke down. At this point, the piece appeared more as an organic form rather than a form
study.
The pieces had a strong appearance at this stage of the process when all the angular parts
are glued together but not yet shaped and carved. The hard edges and multiple
compound-angles with the flat surfaces of wooden blocks were randomly attached to
each other. This formed a mass volume that showed my thought process when attempting
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to achieve form. I appreciated the rawness of piece at this stage, squeezed out glue
dripping in multiple directions on unshaped wooden surfaces and the chunky clampingblocks attached to the piece, created an explosive, energetic, and ruthless feeling.
At this stage, because the visual appearance was so strong, the initial shape of the plan
from the drawing was easily forgotten and spontaneous, impulsive reactions could occur.
The interaction with the piece sometimes led to an unexpected discovery of an additional
functional element or alternation of the form. I assumed that these impulsive changes
were the result of my personal aesthetic and the true personality of myself that I often do
not realize. Qualities unseen during the making process acted as stimuli to continue my
studio practice.
The functional performance of the piece had a significant influence on the form. Because
of determination of the form by function, there were similarities between the formal
pieces. I came to the conclusion that a certain format was ideal for supporting body
weight and also maintaining stability. The similarity between the forms of “Armrest” and
part of “Seating II” was the result of the same practical consideration of strength and
comfort.

b) Implication for the future.
I would like to further explore forms without having any restrictions. Oftentimes with
furniture making and fine-woodworking, there are a lot of aspects to consider technically,
practically and ergonomically depending on the function of the object. In order to find
fulfillment for these conditions, appropriate compromises have to be made during the
decision making process. I found the form of each piece influenced by the conditions that
I set up for individual pieces. Removing these constraints and gaining more freedom in
achieving originally designed work will bring another area of exploration to my pieces.
Additionally, creating non-traditional functions in my work (for example stereo case or
sound amplifier) will be alternative in my work that I hope to explore.
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Pillow / Poplar, Milk paint / 9” x 12” x 4” / 2013

Armrest / Ash, Milk paint / 13” x 21” x 9” / 2013

Seating I / Cherry / 28” x 30” x 33” / 2013

Seating II / Cherry / 156” x 72” x 59” / 2013

